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Introduction
At the beginning of William Faulkner’s novel, The Sound and the Fury (1929), 
Benjy Compson, the youngest son of the erstwhile Southern aristocratic Compson 
family, looks over a fence to see a golf course that was once his family’s pasture. 
When a golfer calls out “Caddie,” he moans; the word triggers the memory of his 
beloved sister Caddy. This location, symbolic of the family’s downfall, signifi es 
not only the anguish of Southern men but also the confl ict and contradiction 
found in the lives of Southern women with the emergence of modernity in the late 
nineteenth century.
For the Compson family, Caddy’s marriage to Herbert Head, a Northern 
man, signals not only her deviation from tradition but also her fl ight toward 
individual freedom, while the eldest son Quentin’s enrollment in Harvard 
University symbolizes his pursuit of progressive knowledge bolstered by his 
mother Caroline’s “dream” for him (102, 178). In her devotion to Southern culture, 
Caroline embraces a modern “dream” that she also superimposes upon her 
daughter’s marriage; however, her dream collapses when Quentin kills himself 
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and Caddy divorces Herbert Head. Thus, the echoes of the golfers calling out 
“Caddie/Caddy” also seem to resonate with the hopes and frustrations of the 
women rooted in the place that is the pasture/golf course.
However, readers have no direct access to Caddy’s inner voice. As André 
Bleikasten argues, Caddy is “a blank screen onto which to project their [her 
brothers’] desires and their fears, their love and their hate” and “insofar as she 
must remain the evasive object of desire and memory, she can be approached 
and apprehended only in oblique ways” (Ink 51, 55). Minrose C. Gwin points out 
the Compson brothers’ repression of Caddy’s subjectivity and how, as a result, 
she becomes a “text which speaks multiplicity, maternity, sexuality,” attempting 
to extract her many voices and thoughts while listening to “a language which 
transgresses the bounds of [male] consciousness” (46-47). Caddy’s resistance to 
the Southern patriarchy, which regulates Southern female sexuality, is revealed 
through her three brothers’ narrations of the confl icts and contradictions 
between Caddy’s desires and collapsing Southern customs. Faulkner’s texts 
describe “female subjectivity” and “sexual autonomy,” but tend to “reinstitute 
the dominance and sexual divisions of traditional masculine culture”; moreover, 
Faulkner’s “resisting” women, including Caddy, ultimately face tragedy and defeat 
(Jones 70-71). Nevertheless, we must analyze Caddy’s voice and thoughts, which 
have not been fully examined in the context of the advent of modern culture. 
This essay sheds light not only on the clash between progressive modern and 
traditional Southern values within Caddy, but also how her hope and grief are 
buried beneath a male history.
Accordingly, this paper offers three new perspectives on the following: 1) the 
superimposition of Faulkner’s maternal grandmother, Lelia, upon the character 
of the Compson family’s maternal grandmother; 2) the symbolic meaning of the 
place, French Lick, which Caddy visits with her mother, Caroline, when she fi rst 
becomes pregnant out of wedlock; and 3) the psychological cause behind Caddy’s 
laughter and Jason’s complicated feelings upon witnessing it. In the biographically 
superimposed context of the tradition of the “lady” fl owing from the grandmother, 
this essay analyzes Caddy’s behavior, including her opposition to her mother’s 
hypocrisy and her evasion of the male gaze. Reading Caddy’s challenge against 
tradition not through ideology but through her acts and words in relation to her 
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unconscious desires and thoughts reveals that despite being a seemingly “modern 
woman,” Caddy is in fact a “Southern woman,” one who mirrors men’s pursuit of 
female affections. Faulkner shows Caddy as more sympathetic and affectionate 
toward Benjy and her family than anyone else. She is irresistibly attracted to the 
modern world and reveals the deep loneliness and grief behind the beauty of 
the defeated Southern woman as well as the contradiction inherent to Southern 
masculinity. The illusion of men lamenting modern femininity originates in their 
concealment of Caddy’s Southern elements. Is not this concealment a way to retain 
their secret affi nity toward modernity and soak in their narcissistic illusion while 
adhering to Southern traditions? Caddy dazzlingly refl ects the contradictions and 
fi ssures of the time in which men live but to which they try to blind themselves. 
1. Girl Witnessing Grandmother’s Death: 
The Connection of Biography
Faulkner’s inspiration for The Sound and the Fury is “an image” of a girl who 
climbs a pear tree to peer through a window and relates what is going on inside the 
house to her brothers under the tree (LG 146, 222, 244-46; FU 31-32; Nagano 103-
05). Their grandmother has died, but this has not been disclosed to the children, 
so the girl does not realize that she is looking at a funeral. The “image” captures 
the moment when she violates the knowledge of the adult (Fowler 143). Bleikasten 
views her as the medium between life and death (Ink 48), but it is noteworthy that 
as she watches the funeral of her grandmother, who symbolizes the traditional 
Southern code for women, the girl thinks she is watching a party. The solemnity 
of death imbues the transparent original image with an indescribable haze of grief. 
The scene opens a circle that comes around at the novel’s end, where a new door 
opens to serenity and inexpressible sorrow. The whole novel is shadowed by the 
sadness of death, and the denouement refl ects human perseverance in life beyond 
death as well as the grief of being defeated. 
This mental landscape is derived from Faulkner’s memories of the deaths of 
his two grandmothers when he was nine years old, which remained in his mind 
his entire life (Williamson 151). These images are interwoven into the texture of 
his imagination. Although researchers have examined the “father” fi gure in the 
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novel in relation to Faulkner’s paternal ancestors (Bleikasten, “Fathers” 117-22; 
Goto 234-46), his maternal ancestors have not received much attention. Given that 
the maternal grandmother’s funeral is an inspiration for The Sound and the Fury, it 
is meaningful to examine the life of Faulkner’s maternal grandmother, Lelia Dean 
Swift Butler (1849̶1907), and her relationship with Faulkner’s mother, Maud 
Butler (1871̶1960), to gain a deeper understanding of the suppressed history of 
the women in the novel.
The Compson children call their maternal grandmother “Dammudy,” a 
name that Faulkner’s grandmother Lelia was also affectionately called by her 
grandchildren (Williamson 145). Whereas the fi ctional Dammudy lives in the 
Compson house with her daughter Caroline, the real Dammudy lived with the 
Faulkner family in Oxford, Mississippi, where she cared for her grandchildren 
and “entered into their games” (Sensibar 143). Importantly, Quentin’s age when 
his grandmother died and Faulkner’s when Lelia died are identical: nine years 
old. Given that Quentin is Faulkner’s double, there is a strong likelihood that he 
projected Lelia onto the fi ctional grandmother. 
Lelia received “artistic training in painting and sculpting” and her artistic 
talents such as carving ice for parties or drawing a lion in butter received “the 
admiration and wonder of her neighbors”; moreover, she was “a staunch Southern 
Baptist” throughout her life (Williamson 88, 122). She married Charles Edward 
Butler at the age of nineteen in 1868; her mother-in-law was “a founder of the 
Baptist Church,” and her husband’s older sister was seen as “something of a 
Baptist saint” (Williamson 120). Lelia gave birth to her fi rst child, a son called 
Sherwood, within a year of marriage, followed by a daughter, Maud, in 1871. In 
a Baptist family infl uenced by the tradition of the “Southern lady,” she carried 
out her responsibilities as a pious Christian mother, but no child was born to 
the healthy couple after Maud. Her husband became alienated from the First 
Baptist Church and shot Sam Thompson to death in 1883, whereas Lelia and her 
children became “increasingly committed to their religion and involved in church 
affairs” (Sensibar 152-58). Charles absconded from Oxford with town money 
and a beautiful octoroon woman in December 1887 when Lelia was thirty-eight, 
Sherwood eighteen, and Maud had just turned sixteen. 
This abandonment left deep psychological wounds on Lelia and her children. 
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They descended into humiliation and economic devastation. Maud rarely spoke 
of her family to her children and seemingly had no desire to locate her missing 
father (Sensibar 154, 157). Lelia and Maud lived in Jackson, Tennessee, and after 
moving to stay with relatives in Arkansas they released the title of the Butler house 
property in Oxford in 1893. They moved to Sherwood’s house in Oxford in 1896, 
the same year Maud married Murry Cuthbert Falkner at the Oxford Methodist 
church. When William was born in 1897 in New Albany, Mississippi, Lelia rushed 
from Oxford to be by Maud’s side. She stayed for the summer when a second 
son was born in 1899 and for a few months to help with the birth of Maud’s third 
child in 1901. When the Falkner family moved to Oxford, Lelia stayed with them, 
caring for the three children, making meals, and nursing them when they were ill 
(Sensibar 174-75). 
Following the course of Lelia’s life after her husband’s disappearance, we 
witness not only how helpful she was to her daughter before and during the 
births of her grandchildren, but also how devoted she was to their care. Although 
occasionally sharp-tongued, she was a gentle, intelligent, artistic woman; for 
instance, she taught Maud how to paint and made a policeman doll for William 
(Williamson 122; Sensibar 180-81). We can speculate that the policeman doll was a 
reminder of her runaway husband (Sensibar 181) and that she gave up the Butler 
house to sever her ties with Oxford, going to the First Baptist Church founded by 
her mother in mourning black to presumably claim her widowhood (Williamson 
136, 145). These episodes demonstrate her contradictions, in that regardless of 
how hard she tried to sever her connection with her husband, she could not shake 
off his memory; instead, she recalled her past with him to those around her. This 
must have paradoxically evoked the existence of the absent husband, inducing 
others to imagine her unspoken thoughts.
However, Lelia and her grandchildren were strongly attached to each other 
and Lelia, as a Southern lady, conveyed “an intimate knowledge of the Bible” 
(Williamson 145) as did Maud with William. Thus, Faulkner must have written the 
scene of the grandmother’s funeral while recalling his own maternal grandmother. 
At the age of nine, Faulkner attended his paternal grandmother’s funeral followed 
by Lelia’s funeral.1 Lelia was buried alongside her mother-in-law, but next to her 
was an empty grave intended for Charles. The funeral seemed to be engraved 
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indelibly in Faulkner’s mind, and was gradually imbued with the symbolic meaning 
of the Southern lady as he contemplated Southern womanhood in his novels. 
We can assume that Faulkner’s image of Lelia was that of a lady whose spirit 
was tinged with sorrow and gentleness, and who impressed people with her 
tenderness and affection because no matter how hard she tried to conceal the 
wound infl icted by her husband’s abandonment, her indignation and grief from 
that wound could not be staunched. For Faulkner, at age nine, the death of his 
grandmother was unforgettable, and when he imagined human betrayal and 
sadness, he recalled his deceased grandmother.2
When the imaginary grandmother’s funeral came to mind, Faulkner returned 
to his memories at age nine, the same age as his alter ego Quentin, and this led him 
to weave a rich fi ctional world. The Sound and the Fury can then be reinterpreted as 
a women-oriented drama that originates with the grandmother, and in which men 
are buffeted by changes in the thoughts and behavior of women. In Faulkner’s 
mind, the death of his maternal grandmother, who was in her mid-teens during 
the Civil War, was the watershed for the family’s traditions and pride. In describing 
the grandmother’s death in the novel, Faulkner gestures to the collapse of the 
traditions and pride that the Compson family had managed to retain since the 
antebellum period. The rock upon which the family (barely) stood had started to 
crack against the tide of fateful time. The family went to ruin, coinciding with the 
decline of postbellum Southern society. 
2. The Tradition of Women and the Splits in “Mother”: 
Grandmother, Mother, Daughter
Regarding the chronology of the early years of Caddy’s grandmother and 
mother, we can estimate that since Caddy was born in 1891, her mother was born 
around 1870 and her grandmother around 1850, which roughly corresponds to 
Lelia and Maud’s birth years, respectively. Just as Caddy’s grandmother was born 
in the antebellum era and married soon after the Civil War, Lelia married Charles 
in 1868. Similarly, Caroline was born during the Reconstruction and married into 
the Compson family, and Maud was born in 1871 and married Murry in 1896. 
Caroline’s marriage to Mr. Compson is partly a consequence of the Bascom 
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family’s fall due to the South’s economic decline. She married into the higher-
class Compsons to be dependent on them with her mother (101). This marriage 
is modeled on Maud Butler’s marriage into the Falkner family after her father 
disappeared and she gave up her college studies. Maud moved from Tennessee 
to a relative’s house in Arkansas and married Murry at the age of twenty-fi ve. The 
Butlers were a historic Oxford family, but William’s younger brothers’ memoirs 
do not mention the Butlers’ historical ties with Oxford, such as the streets and 
square designed by their maternal grandfather and the old Butler Hotel that 
fl ourished under their maternal grandmother. As Williams wrote, “family tradition 
as published seems to paint a picture in which the affl uent Falkners found an 
unfortunate half-orphaned working girl, Maud, and brought her into the family” 
(144). In a situation such as the Butlers faced, the fi ctional Caroline based on Maud 
is compelled to acknowledge her lineage and recount the ideal fi gure of a lady as 
taught by her own mother to emphasize the Bascom family’s good genealogy.
Caroline’s parenting style seems to be infl uenced by her mother. When she 
says that “Damuddy spoiled Jason that way and it took him two years to outgrow it” 
(63), it suggests that her disciplining of Jason is connected to her subtle rejection 
of her mother. As a “second” mother, Caroline attempts to show Jason affection 
in a way that is different from her mother’s infatuation. Her predilection for Jason 
perhaps stems from her subtle rivalry with her mother (Jason’s grandmother) 
because her longing for civilization triggers an awkwardness toward her mother, 
which pushes her to love Jason to conceal that longing. This choice of concealment 
is one of the conditions for being a Southern lady. She becomes and acts as a 
“mother” in the tradition of the “lady” that fl ows from her mother (Takeuchi 171).
This tradition, however, reveals a dilemma in Caroline’s thoughts and actions. 
As Joan Williams has pointed out, “the Mississippi class system with its restrictive 
rules and roles for women” infl uences the formation of Caroline’s personality 
(403). We must also consider that “the limits of possibility for the southern 
‘lady’ of Caroline Compson’s day might have embittered her” (Roberts 196). As 
“an accomplice of the patriarchal convention” (Tao 88), she demands that her 
daughter obey the customs of a “lady” and is repulsed by her daughter’s deviance. 
Yet no matter how she claims the “lady” as a standard for evaluating women, her 
acts diverge from the performance of the ideal “lady,” revealing self-contradiction 
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between the ideal and the practice (Takeuchi 151-52). Referring to her son 
Quentin’s suicide, she laments to Dilsey, “What reason did Quentin have? Under 
God’s heaven what reason did he have? It cant be simply to fl out and hurt me. 
Whoever God is, He would not permit that. I’m a lady. You might not believe that 
from my offspring, but I am” (299-300). This statement reveals her belief that her 
faith in God guarantees her status as a lady, but concurrently, she does not even 
try to understand, from a mother’s perspective, why her son committed suicide. 
On Easter Sunday morning, she lies on the bed in a shaded room and does not 
read the Bible at all; she has Dilsey leave it on the bed (300). These facts point at 
the disintegration of her self-image as a lady as well as of her faith.
3. Caddy’s Anguish: Alienation from Her Mother
Caddy and Caroline’s estrangement refl ects the confl ict between nature 
and culture and its infl uence over women’s lives. More precisely, it illuminates 
the contrasts between human affection and the fi ction of the Southern “lady” or 
“mother” culture and reveals the moral predominance of nature over culture.
On the night of “grandmother’s funeral,” Mr. Compson asks Caddy, aged 
seven, to take care of Maury (Benjy), aged three, at bedtime (75). After that, 
she continues caring for and pacifying Benjy whenever required.3 However, her 
devotion to her brother causes strife with Caroline. Caroline had changed the child’s 
name from Maury to Benjamin as she disliked the idea of her mentally disabled 
son bearing the same name as her brother. When Caddy, at age nine, carries Benjy 
on her back, and becomes his substitute mother, Caroline reprimands her: “All of 
our women have prided themselves on their carriage. Do you want to look like a 
washerwoman” (63). The mother’s concern about her daughter’s posture reveals 
not only her distorted class consciousness but also her self-contradiction in being 
a lady, that is, her relinquishment of the mature role as the mother of the family 
who loves her children and shows them tenderness despite her pride as a lady. 
She realizes the contradiction and is irritated when her daughter assumes the 
role she had renounced and detests her daughter’s manifestation of motherhood. 
Her inferiority complex regarding her non-upper-class origins provokes both her 
insistence that she was raised as a lady and her demand that her daughter act as 
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one.
There is no doubt that her mother’s inconsistent attitude is hurtful to Caddy. 
In the scene above, Benjy recalls Caddy’s behavior: “It’s still raining, Caddy said. I 
hate rain. I hate everything. And then her head came into my lap and she was crying, 
holding me, and I began to cry” (57). Her hatred for “everything” involves her 
uneasiness about the rainy day when she has to listen to her mother’s complaints 
in the house but, more than that, it stems from her premonition that she will not be 
able to care for her brother as his body grows and that he will continue to seek her 
affection without understanding why she has left him. Her hatred also includes 
her animosity toward Caroline and the unsolvable status quo. Caroline’s heartless 
treatment of Benjy augments Caddy’s sadness about having to separate from her 
brother, and her tears express the complicated emotions that her innocent mind 
cannot suppress. Making dolls with Benjy (65) is an attempt to relieve herself from 
her mental anguish caused by her mother’s lack of love. In this sense, the dolls 
are tinged with grief, and they are compensation for the “motherless” children’s 
loneliness rather than merely toys.
In contrast to Caroline, Caddy feels no pity for Benjy as indicated by her 
statement: “You’re not a poor baby. Are you” (9). Michael B érubé refers to this 
manifestation of Caddy when he argues that Benjy is “the key to the novel’s moral 
index” (xv). It is not Caroline who has become a mere shell of a lady but Caddy 
who breaks through the concept of a lady that is a truly humane woman with a 
tender nature. Caddy subverts the binary opposition between culture and nature 
because the woman who is a threat to the norm is warm-hearted. Faulkner depicts 
human love prior to the framework of “mother,” suggesting the arbitrariness and 
frailty of culture. 
We must also pay attention to the scene where, at bedtime, Caddy observes 
her mother complaining to her father that she cannot stand Benjy’s crying in the 
morning. She mentions her illness in a tragic tone, saying that if she dies her 
husband “will be rid of [her] bothering” (62). Courting her husband’s sympathy, 
she justifi es herself. This empty formality of being a “mother” is emblematized by 
her wedding ring glittering in the fi relight. The ring emits a grotesque radiance 
against the backdrop of the depleted love between the married couple and the 
absence of any motherly affection for the children. Moreover, as Caddy is leaving 
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her mother’s room, fi nding her mother’s whining unbearable, Caroline calls her 
back to her bed, reiterates her complaints, and then holds her daughter. At that 
moment, the wedding ring glitters on Caddy’s back (61-62). Caddy’s silent back 
implies rebellion against her mother, and the ring’s glint is shadowed by the 
remnants of women’s customs and codes perpetually following her, even if she 
attempts to take a different road (i.e., one where she does not become a Southern 
wife/woman).
After Caddy’s divorce, Caroline recalls her daughter’s strong-willed attitude 
as a child: “When Quentin started to school we had to let her go the next year, so 
she could be with him. She couldn’t bear for any of you to do anything she couldn’t. 
It was vanity in her, vanity and false pride” (261). Her eagerness to catch up with 
her brother is a sign that she will grow up to be an active woman who pursues 
interests outside of the home. We can speculate that her competitive spirit, in 
rivalry with her brother, is further strengthened by education. Education provides 
individuals with a relative perspective to situate themselves beyond the framework 
of family in the tide of the times, and it might have enabled Caddy to envision her 
future self-image to keep up with the current times. However, Caddy’s progressive 
spirit is viewed as “vanity” and “false pride” by her mother, and inevitably clashes 
with her conservative ideas of being a Southern belle.
Caddy’s affi nity for her father can be observed in the last scene of “Benjy’s 
name changing” after Caroline̶in poor health̶falls asleep. Caddy, her father, 
and Jason sit together in Caroline’s chair; her father holds Caddy and Caddy holds 
Benjy as if they were fi lling their mother’s vacancy, and Jason seems to be alone 
with his eyes shut and mouth moving (72). Mr. Compson respects his daughter’s 
personality, as observed in the following statement about Caroline’s discontent 
with Caddy and Quentin:
They [Caddy and Quentin] would make interest with your [Jason’s] father 
against me when I tried to correct them. He was always saying they didn’t 
need controlling, that they already knew what cleanliness and honesty were, 
which was all that anyone could hope to be taught. And now I hope he’s 
satisfi ed. (261)
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Here, Mr. Compson does not admit the need to “control” Caddy’s “nature” through 
the “culture” of discipline. This can be interpreted as his renunciation of paternal 
authority, but also as his approval of his daughter’s contact with and departure for 
the outside world. In other words, it is the father’s breaking off a cultural succession 
of education for a “belle/lady.” Mr. Compson recognizes the irreversibility of the 
collapse of Southern tradition, tacitly permitting his daughter’s liberty. Caroline’s 
dissatisfaction with her husband’s nonintervention is masked by her annoyance 
with her defi ant daughter.
When Benjy intuitively senses fourteen-year-old Caddy’s sexual awakening 
from her perfume, he cries, and Caroline tells Caddy to get him a jewelry box and 
leave him alone (41). She tries to pacify him with the superfi cial glittery jewels 
instead of her bodily warmth, but Caddy realizes that her perfume has upset him 
and, as she holds him, she promises not to use it again. This scene also suggests 
that even if Caddy understands the pain caused to her mother by marriage into 
another family and her illness, she cannot suppress her loathing and animosity 
toward her for her lack of love and fi nds it diffi cult to visualize herself becoming 
the wife/mother of a failing Southern family.
4. Encounter in French Lick: The Daughter’s Vacillation 
and Departure for the Modern World
According to Jyun Eto’s analysis of postwar Japan in Seijyuku to Soushitsu 
(Maturity and Loss), the external pressure of defeat in the Pacifi c War brought 
about the severance of the intimate connection between mother and child in the 
Japanese family and the collapse of the “mother” fi gure as guaranteeing prewar 
emotion and affection. Therefore, while postwar men wished to fi nd the lost 
“mother” in their lover/wife, women did not necessarily fulfi ll their wishes: they 
did not choose to become a girl/lover following men from the same province 
or a chaste wife/mother in a traditional family. They transformed into “women” 
who pursued the bright and fascinating outside world with the determination to 
attain their own self-realization. Although the roads to restoration between post-
World War II Japan and the post-Civil War American South differ, the concurrent 
phenomena of a male mentality that wants to see a “mother” in the woman of the 
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family, and female longing for and transfi guration into a “woman,” were bound 
to arise. When families and communities rooted in an agricultural society were 
encroached upon by the mechanical society, the boundaries between classes 
and regions became more fl uid. Drawing upon Eto’s perspective to view Caddy’s 
life, we can see how Caddy becomes not a family’s “mother” but a “woman” who 
seeks to achieve her desires as she experiences confl ict and doubts. She regards a 
modern man as a substitute “father” in the South where the authority and order of 
the “father” is declining and departs for the modern world with a wounded heart 
(Takeuchi 171-72).
Caddy’s acquaintances with men are simultaneously a manifestation of her 
innate “nature” and a transgression against the religious doctrine-based concept of 
a “Southern belle,” namely, a resistance against the ascetic institution of “mother.” 
These might involve her unconscious challenge to her mother’s hypocrisy. 
However, we must not overlook Caddy’s “Southern blood.” She does not 
straightforwardly walk out of her house. She is deeply conscious of Benjy’s sadness 
around her growth and maturity, and she starts her relationships with men riddled 
with guilt and hesitation. Her attractiveness is not attributed to her appearance. 
As her affection and tenderness for Benjy convey, her internal disposition and 
manners defi ne her irresistible beauty. The war veteran, Dalton Ames, and the 
banker, Herbert Head, live in and endure a savage social atmosphere. They are 
possibly attracted to such a pliant woman who accompanies and supports them, 
as Ames survived the life-threatening war and Head lives in a capitalist society 
that bases human relationships on money rather than affections. When Quentin 
accuses Head of cheating at Harvard, Head says that “I’ve been out in the world 
now for ten years things dont matter so much” and “everybody else is doing the 
same thing” (108-10). He tries to give money to Quentin, remarking “let bygones 
be bygones for your mother’s sake” (110). Reminding Quentin of the fact that 
Caroline hopes for his marriage to Caddy, he intends to make Quentin accept their 
marriage. Head’s attitude deepens Quentin’s hatred for him because it not only 
implies his aim to wipe off the past with money but also sounds as if he intends 
to purchase Caddy and Caroline. It must be noted, however, that Head relies on 
money in the capitalist society, or his relations to men, but he might depend on 
the kindness of a wife/mother in “family.” Is he not seeking peace of mind in his 
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nuclear family̶his private association with Caddy̶outside of the Southern 
house? Is he not planning to establish his psychological base in Caddy and survive 
in the capitalized society as an independent man? Therefore, when he realizes that 
Caddy is pregnant with an illegitimate child, he seems determined to “cast [her] 
off” (198) as if his psychological base had collapsed. He is not an individualistic 
man who discarded the “mother,” but one who longs for the “mother” deep in his 
mind, or perhaps he seeks the “mother” in the Southern woman Caddy embodies 
in response to his guilt over leaving his own mother to become an independent 
man. Although he lives in the present time with the monetary principle in society, 
he is fascinated by a Southern family-oriented woman who can soothe his soul and 
give him human comfort. 
Caddy’s attachment to Dalton stems from her psychological reaction against 
Southern patriarchal conventions and her longstanding wish to identify herself in 
the life of “man” rather than that of “woman.” She engages with Herbert as she 
fi nds freedom and hope in the successful banker. Herbert smokes Habana tobacco, 
which demonstrates his cosmopolitanism, and drives a car, which symbolizes 
mechanical civilization. He even shows up in Caddy’s hometown in a limousine. 
In a reversal of her distaste for Southern cultural entrapment, is she looking for 
a stand-in for a Southern “father”? Although Caddy appears to be a modern girl 
who wishes to become an individual and control her own life, she is fundamentally 
a Southern woman with traditional sensibilities. She seeks a substitute father in 
other men; likewise, they fi nd a substitute mother in Caddy.
Here we must focus on the symbolic meaning of the hot spring, French Lick, 
which is the place where Caddy and Herbert fi rst meet. Quentin narrates that 
“Bringing empty trunks down the attic stairs they sounded like coffi ns French Lick. 
Found not death at the salt lick” (95). “Death” here connotes not just hunters killing 
wild animals around the lake but also Caddy’s miscarriage. Quentin is sarcastic 
that she “found” a husband, a Northern modern man, in the resort, evoking 
“death” as explained in the next paragraph.
The establishment of French Lick, Orange County, Indiana began with a 
French trading post built near hot springs and a salt lick (a place with salt deposits 
where wild animals fl ocked to lick salts, and where Native Americans hunted them). 
In the late nineteenth century, it became known for its mineral springs that were 
38
alleged to cure certain ailments, and which attracted many tourists, particularly as 
it was connected to seven railroad lines. At the beginning of the twentieth century, 
it moved into the limelight when Thomas Taggart (a former mayor of Indianapolis) 
bought a hotel, built an annex to the main building, modernized the waterworks, 
and improved the recreational facilities, including the addition of gambling. Early 
in the twentieth century, “Pluto Water” served in a bar at the French Lick Springs 
Hotel gained popularity. Pluto Water was saline mineral water containing laxative 
ingredients and its bottle was labeled “When Nature Won’t, PLUTO Will.” It was 
named after Pluto, the Roman god of the nether world, and was transported to 
regions across America (Andrews 58-61). It seems that one of the reasons for 
its popularity was that the catchphrase worked on people’s subliminal desire for 
sexual infatuation and rebirth at that time. 
The title of The Sound and the Fury comes from a monologue of William 
Shakespeare’s Macbeth, and according to Hidekatsu Nojima, the word “will” in 
Shakespeare’s Sonnet 135 (1609) “involves complicatedly the meanings of sexual 
desire, phallus, female genitalia” as well as “wish” (17). When Faulkner read the 
catchphrase “PLUTO Will,” he might have associated the French Lick Springs, the 
underground origin of the water, with the underworld, or “hell.” The origin of the 
word “hell” is to cover and conceal, which suggests “female genitalia” (Nojima 14-
15). Metaphorically, steeping in the dead water denotes sexual rapture; the death 
of ecstasy means rebirth. If so, would it be possible to say that people in those 
times, held by the genitalia of the dead spring of “Pluto,” rejoiced in the revival of 
female “nature” or marriage with “nature” in their subconscious? Did people hope 
to discard an old self and form a new self through the hell of “Pluto”? Did French 
Lick bloom in the depths of the human mind as a world of desire where men were 
steeped in the hot spring of the womb and women invited men into it?
Although Mr. Compson recommends that Caroline “go up to French Lick” 
with Caddy (102), it might have been a natural progression for Caddy and Caroline 
to visit French Lick anyway as a popular modern resort (many New Yorkers visited 
by rail) because they are both fascinated by the brilliant advancements of the time. 
However, considering that Caddy is pregnant and each of them needs new “capital” 
or a “husband,” the place assumes deep symbolism: 1) Caroline’s secret longing 
for a wealthy “husband” as a substitute for the fallen Southern man Mr. Compson; 
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2) Caddy’s pressing need for an engagement; and 3) Caroline’s intention (she 
apparently does not know of Caddy’s pregnancy) to look for a marriage partner for 
her daughter, when she says “maybe I could fi nd a husband for her” (102).
Additionally, French Lick might evoke in Caddy’s subconscious the excrement 
that results from “Pluto Water,” that is, her miscarriage or abortion. Given that the 
prefi x “pluto-” means wealth and riches, the word “Pluto” implies Caroline’s affi nity 
for a wealthy man and Caddy’s engagement to a rich man. If money has the power 
to release men from the native land, it is probable that the two women wishing to 
leave home subconsciously seek a new human relationship in the Northern world 
where people with the power of money come to indulge in temporary pleasures. 
They enjoy gambling (for money) free from regional ties and blood relations, while 
immersing themselves in the hot springs. As if to become Caroline’s double in hot 
water, Caddy begins her relationship with a banker with capital. Herbert estimates 
Caddy’s beauty in monetary terms and converts affection into beauty as monetary 
value. Caddy sees her beauty as capital and unites with the “head” of capital.
As Caddy is expecting a baby and seeking to get engaged, she hopes to fi nd 
in Herbert Head a waterway to let life and capital fl ow. We can speculate that the 
embryo created through premarital sex hastens her engagement to Herbert, 
but she feels that the Northern banker can become a “head” to lead her to the 
head of the times. Ironically, however, her sexual liaison with the Northern man 
is paramount to the “death” of the Southern lady in the world of Pluto. It also 
signifi es her submission to the man as if “lick[ing]” the Northern “capital” which 
advances at the “head” of the age. She is deprived of her subjectivity to “fi nd a 
husband” and in that sense her marriage is colored by the defeat of the South as 
it is “hunted” by the North.
In her hometown, Caddy drives a car as if she were a man carrying the 
modern into the South, but this indicates a small degree of sadness in her life. By 
purchasing a car for Caddy, Herbert not only seizes the Southern woman but also 
invades the center of the South through the woman. As Deborah Clarke contends, 
“to be an American woman is to be both car and driver, both object and subject 
of automotive culture” (2). When Caddy drives a car with Caroline and Quentin 
in her hometown, she does not gain any enjoyment from the act, in contrast to 
her mother’s exaltation. This suggests that Caddy is aware of her ironic situation: 
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she is an object controlled by Herbert while sitting behind the wheel, and she is 
betraying her family by bringing the North into the South. 
Her brother Quentin is perplexed about “the dark, harsh fl owing of time” 
that sweeps Caddy away as if it were obliterating his grief (“Introduction” 413). 
After Caddy loses her virginity, Quentin asks Caddy, “do you remember the day 
dammudy died when you sat down in the water in your drawers” (151). In doing so, 
he keenly senses the ruthlessness of time and the transience of human existence. 
Time changes an innocent girl into a new woman who leaves home for civilization. 
Even if traditional views reside in the modern woman Caddy, time mercilessly 
brings to Quentin the inescapable reality of the family’s collapse. Simultaneously, 
however, time reveals not the permanency but rather the evanescence of beauty. 
Caddy’s beauty is all the more radiant because it appears momentarily and then 
disappears. Quentin’s incestuous illusion is eroded by time along with Caddy’s 
premarital pregnancy and her marriage to a Northerner. 
On the night of her wedding, Caddy is probably relieved but also anxious 
about giving birth in the future because the issue of the identity of her unborn 
child’s father is merely postponed (its father is neither Ames nor Herbert; Caddy 
knows that as her delivery draws near, Herbert will wonder if it has come too 
soon after his intercourse with her). Yet, despite the anxiety, she is concerned 
about Benjy above all: “Then she was across the porch I couldn’t hear her heels 
then in the moonlight like a cloud, the fl oating shadow of the veil running across 
the grass, into the bellowing. She ran out of her dress, clutching her bridal, running 
into the bellowing” (81). Caddy, illuminated by moonlight, runs back toward the 
“bellowing” Benjy like “the fl oating shadow of the veil,” drawing a line of pale white 
light in the dark. This demonstrates her love for Benjy but, internally, she is deeply 
torn between her departure from home and her bond with it. Benjy is the center 
of Southern conscience for Caddy, and his cries evoke her guilt. She agonizes over 
the need to depart versus her concern for her brother’s life.
Faulkner mentions Caddy’s “beauty” through indirect, suppressed expressions 
(FU 6; Nagano 72). In the wedding night scene above, the sadness of living and 
the rhythmic trembling of human existence in the depths of grief and agony are 
described. The author seemingly senses the “beauty” in the culminating point of 
life. The acme of Caddy’s “beauty” manifests itself in the wedding ceremony after 
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the culmination of anguish. Faulkner depicts human agony in the clash of nature 
and culture behind her beauty. 
Jason, who has lost hope of getting a job in a Northern bank due to Caddy’s 
divorce, does not allow her to see Miss Quentin, her daughter. Caddy begs him to 
do “little things” she cannot do, but Jason implies that the money she sends every 
month is earned by prostitution and ridicules her by saying that her daughter 
would become involved too. Seeing her choking down her rage, Jason narrates 
how she “acted for a minute like some kind of a toy that’s wound up too tight and 
about to burst all to pieces” (209). 
In this scene readers can almost hear Jason’s laughter. According to Henri 
Bergson, “The comic is that side of a person which reveals his likeness to a thing, 
that aspect of human events which, through its peculiar inelasticity, conveys the 
impression of pure mechanism, of automatism, of movement without life” (117). 
Jason regards Caddy as a “thing” or “toy,” observing her “inelasticity” as “a 
disinterested spectator” with no “pity” nor “affection” (Bergson 63). He remains 
impassive in the face of her anger and mentally sneers at her while seeing through 
the ideal life she imagined and fi nding the gap between the ideal and reality. If 
Caddy’s making dolls with Benjy is an attempt to compensate for the absence of 
their mother’s love, Jason, who could not join their collaboration and only cut up 
all the dolls (65), tries to manipulate Caddy as a “toy”; by doing so, he aims to 
sublimate the lack of his mother’s affection. His obstinate harassment is a result 
not only of his rancor for Caddy but also his unfulfi lled love for his mother. Further, 
he must remain indifferent toward Caddy’s affection for her daughter so that he 
can deny his secret longing for motherhood. He must exclude the existence of 
“mother” from his consciousness because he is attracted to the fi gure of “mother” 
in his subconscious but needs to prove himself an independent man who “stand[s] 
on [his] own feet” (206). 
Caddy is disowned by Caroline and feels pain and guilt for her own inability 
to fulfi ll her responsibility as a “mother”; moreover, based on her own childhood 
experiences, she keenly senses her daughter’s sadness and loneliness. As if 
superimposing their father upon Jason to appeal to his consciousness as the head 
of the family, she calls him “Jason” and implores he “care” for Miss Quentin as 
“father,” but when Jason says, “I run more risk than you do, because you haven’t 
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got anything at stake,” she begins to laugh, while simultaneously trying to stifl e 
her laughter (209). The reason for her laughter is that she cannot endure the true 
weight of the loss of her home; moreover, the emptiness of her life has resurfaced 
from the depths of her mind. She has lost so many things that now she has nothing 
to lose. Her behavior was one factor that contributed to her brother’s suicide and 
her father’s alcoholism and death; her mother disowned her and forbade her from 
meeting with her daughter; and her younger brother hates her and repeatedly 
torments her daughter. When she acknowledges this series of causes and effects, 
despair and sadness overfl ow and are, paradoxically, released through laughter. 
She had assumed that her life would manage to develop smoothly, but she now 
fi nds it is “inelastic,” and, being disillusioned, she derides herself. At the same 
time, she becomes aware of the “inelasticity” that keeps her from regaining her 
life with her daughter in such a hopeless reality, which causes more uncontrollable 
laughter, even though she tries to suppress it. 
However, Jason tries to prevent her laughter: “Here . . . . Stop that!” (210). 
Jason is disturbed by her laughter because he assumed that she would be angered 
by his verbal provocation and he could retort with sarcastic words; in fact, she 
just displays opaque, complex feelings mixed with hollowness and despair while 
admitting that she has “nothing at stake” (209-10).  Her laughter disturbs the 
frame that Jason has designed to impose upon her life, as she expresses emotions 
unknown and incomprehensible to him, causing him uneasiness. It is “uncanny” 
to him because “the uncanny” derives from “what was once well known and had 
long been familiar” (Freud 124). For him, Caddy is “an embodiment of his secret 
longing for the modern and a proof that made him relinquish his departure for 
the modern” (Takeuchi 154). He projects his frustrations at being tied to the 
old family onto her and fi nds sadistic/masochistic pleasure in seeing her agony. 
Therefore, just as her laughter refl ects her inner confl icts, he, too, encounters his 
divided selves, between his yearning for the modern and his antagonism against 
the modern; in other words, the inner truth that he must conceal, the disillusion 
and grief that he must have repressed.
 Freud also points out that “the uncanny” stems from “what was once familiar 
and then repressed,” such as “womb fantasy,” and that “the uncanny element we 
know from experience” arises “when repressed childhood complexes are revived 
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by some impression” (153-55). Insomuch as Jason was unsatisfi ed with the affection 
of his self-centered mother in childhood and loves/hates Caddy as a substitute for 
his mother, Caddy’s laughter also summons his “repressed complexes” for his 
mother/sister. Maintaining his self-fi gure as an independent “man” requires his 
separation from the maternal elements that he has repressed while being secretly 
attracted to them.
In addition, Jason cannot let her laugh because it would allow her to free 
herself from “inelasticity,” namely, her agony in life. He fantasizes about watching 
Caddy in agony, not wanting her to objectify her own life and release her emotions. 
At least psychologically, she must not be emancipated from the shackles of family 
and should not have the slightest chance to become an individual. Like him, she 
must forever be an unmovable “toy” bound to family. He seeks to sneer at her 
struggle within the framework of the South. In this sense, Caddy’s laughter acts as 
her momentary release from Jason’s punishment and a fl eeting indication of her 
modern self. 
Conclusion 
By examining the superimposition of Faulkner’s maternal ancestors on the 
fi gure of the “mother” and the symbolism of French Lick in The Sound and the 
Fury, this paper has provided a new interpretation for the confl ict and grief of 
Caddy Compson. She is not just a modern woman but one who travels on a modern 
road bearing her Southern sensibility. She attracts men who live in a capitalist 
society and is apparently in confl ict with her mother, Caroline, but in French 
Lick they become a double mirror image of each other̶they secretly share 
the “dream” of freeing themselves from their native land through the power of 
modern values such as capital and machinery. Yet their shared wish for rebirth is a 
temporary illusion at the hot spring, and it collapses in the clash between tradition 
and modernity in the South. This essay has also offered a new analysis of Jason’s 
mental sneering at Caddy and Caddy’s laughter at herself when she realizes that 
she is not and has never been at the center of her ideally visualized life. Jason 
forbids Caddy’s laughter partially because it reveals his disruption between his 
longing and his hatred for modern life and his ambivalence toward the Southern 
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“mother”/“woman” and partially because it implies her freedom from the home. 
She must be at least mentally bound to the South under his control forever. 
Thus, in a world characterized by the decline of tradition and the encroachment 
of modernity, the golf course (pasture) beside the old family house is the place that 
overfl ows with the mother’s hidden yearning for the modern and enables the fi rst 
son’s and daughter’s departures toward the modern propelled by their mother’s 
longing for it. Further, in the wake of the fi rst son’s suicide and the fi rst daughter’s 
divorce, it is the place that memorizes and evokes the mother’s failed “dream” and 
the daughter’s setbacks. 
The opening of the novel echoing the women’s unfi nished “dream” and 
defeats indicates Faulkner’s intention to describe the process and reality of the 
clash between tradition and modernity throughout the novel. Faulkner was 
fascinated by Caddy because he found “beauty” not only on the threshold of 
Caddy’s moment-by-moment transfi guration from an innocent child to a mature 
woman, but also in the sadness of her doomed efforts to live in the modern world 
while carrying the burden of tradition. Faulkner saw the grief of the woman and 
the cruelty of her age in male selfi shness, in that men enjoying the benefi ts of 
capitalism are attracted to the old Southern tradition implicit in Caddy, a tender 
and soothing “mother,” but they discard her once they realize that she is not the 
kind of “mother” they imagined.
Compared to the fl appers of the 1920s, the behavior of Caddy’s daughter Miss 
Quentin is only a performance of modern culture that she learns from a Northern 
showman and fashion magazines. Yet about twenty years earlier, Caddy has lived 
through the modern age courageously in confl ict with Southern convention. 
Caddy’s growth and maturation is a symbol of the historical era of modernity that 
endlessly transforms the world. By describing the mother’s contradiction and the 
brothers’ confusions over Caddy, Faulkner reveals the sharp transgressions and 
violent severances infl icted by modernity that cut into close family relationships 
rooted in the cultural climate of the South, separating family members from each 
other. Faulkner imposed defeat on Caddy who progresses beyond her age, but he 
also shows how threatening and alluring her acts are to Caroline who apparently 
clings to Southern tradition. He wrote of the advent of a transient world̶
exemplifi ed by the golfers’ intrusion into the pasture, the women’s journey to 
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French Lick, and the wedding party of tears̶in which the old South is gradually 
lost and bends to modernity. Faulkner’s affi nity for Caddy therefore refl ects his 
acknowledgement and acceptance of the rapidly expanding modern world in 
conjunction with his lamentation and nostalgia for the shrinking landscape being 
lost. Through Caddy’s evanescence, Faulkner describes the confl ict and anguish 
of Southerners who had lived and were living through the historical crossover 
from tradition to modernity.
In the last scene of the novel, Benjy, his eyes “empty and blue and serene 
again,” is living in the circle of recollection during a visit to his grandmother’s grave 
(321). He is waiting for Caddy to emerge, believing that Caddy is also circulating 
in the same concentric circle. However, Caddy has deviated from the locus, with 
the modern era carrying her far away and never permitting her homecoming. 
His “empty” eyes not only refl ect his narcissistic illusion of being with Caddy, but 
also the presence of the absent Caddy, who has been lost and can be traced only 
in his mind. Benjy, living in the circle of recollection outside the modern context, 
signifi es the emptiness and persistence of Southern values.
Notes
1 Faulkner’s maternal grandmother, Sallie Murry, was a member of The United 
Daughters of the Confederacy (UDC) and engaged in fundraising to build 
monuments for the Confederacy Soldier. When she was the president of the 
UDC, she insisted that the Confederacy Soldier statue (which now stands in 
front of Mississippi University) should be built in front of the court in the square 
in Oxford. The monuments depicted the female expressions of “vindication” of 
ancestral war and feminine contributions to Southern children’s education, and 
they represented “the best of southern womanhood” (Cox 3, 20, 24). Given 
that monuments function as a prevention of oblivion and the succession and 
perpetuation of memories, the Confederacy Soldier’s statues refl ect Southern 
women’s wishes to justify and glorify their ancestors. For Faulkner, the statue 
in the square of his hometown must have been an emblem of his paternal 
grandmother’s unfulfi lled wish. In his mind, not only did his male ancestor’s 
salient past echo but also his female ancestor’s dreams and hopes buried in 
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history.
2 It is believed that Lelia gave up her scholarship to study sculpture in Rome 
(Sensibar 143), and Caroline’s “dream” might refl ect Lelia’s unfulfi lled dream.
3 Faulkner’s memories of childhood might be projected onto Caddy’s nursing. 
He later recalled “one of those spells of loneliness and nameless sorrow that 
children suffer” and recounts that “I remember how Vanny’s hair looked in the 
light̶like honey. Vanny was impersonal, quite aloof, she was holding the lamp. 
Natalie was quick and dark. She was touching me. She must have carried me” 
(Williamson 142).
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